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In a photo taken in his studio in the early 1920s, Constantin Brancusi poses nextto 
Marcel Duchamp, Tristan Tzara and Man Ray, three of his guests who all participatedin 
one way or another in the phenomenon of the historical avant-garde. While Tzara, leaning — 
in towards Brancusi, seems to have inserted himself into the frame in a somewhat ss 

ostentatious manner, the place of honour — to the right of the host — is occupied by 
Duchamp, who had known the sculptor since 1912. Together with Fernand Léger, they im 
had visited the Salon de la Locomotion Aérienne at the Grand Palais in October.|Man 
Ray is the last to arrive and with only half his face visible, he occupies a more meee a 
place in the frame (fig. 1). rT 
Despite the presence of his avant- -garde friends in this photo, we know that 
Brancusi was not one to sign up to be the member of any kind of brigade. bic e a 
creative collectivism as strongly as anti-traditionalism or iconoclasm, ‘parar <i 
that were similarly intended to indicate an action or activity of an avant-garde 
But some of his works bearing titles such as Sleeping Muse, Danaide, Plato, So 
and Leda prove that, far from professing anti-traditionalism, he “urstiGninIae r 
the ‘sediments’ of classical literature. This did not go unnoticed, as is clear fre 
eloquent testimony from Benjamin Fondane, a personal friend of Brancu: 
the avant-garde sphere: ‘How tempting to think that Brancusi’s art is of 
classicism — and to know that, next to him, the classics are just frantic Ri 
To the extent that Brancusi, far from rejecting tradition, was more It 
















































his art up against the most markedly iconoclastic tendencies. Le 
the photo taken at the studios located at numbers 8 to 11 of the Ir 
note — not without surprise — that modernity and avant-garde 
any controversy. The sense of amenity that seems to reign 
friends forces the exegete to consider the possibility of a: 
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Fig. 7 [cat. 37] 
Constantin Brancusi 
Lizica Codreanu in Brancusi's Studio, circa 1922 
n Gelatin-silver print on baryta paper, 23.8 x 15.2cm 
Collection NUNM 
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Fig. 10 Fig. 11 a 
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larie Voronca, Plante $! animal; terase, 
cu desene de Constantin Brancus! 
Bucharest, Colectia Integral, 1929 
Private collection 





